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Abstract
In this paper I will thoroughly analyze the thesis film, Bicycle Season, as it relates to
specific areas of film production. The goal is to determine the effectiveness of specific
approaches to narrative filmmaking, when the intention of the narrative to portray believable
human behavior in moments of dramatic conflict. I will discuss this thesis from the point of
conception on a screenwriting level; analyze the steps along the way as they relate to film
production, and conclude at the point of final screening to an audience. Direct feedback from
audience members in test screenings will serve as a measurement of achievement of said goals
for the narrative.

Keywords: Thesis, Bicycle Season, Christmas, Holiday, Kevin Hughes, Family, Pawn, MFA
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Chapter 1
Introduction
As long as my memory serves me, I have been handling cameras, and have always had a
curious attraction to filmmaking. Perhaps it became official when I obtained my first directing
credit in the fourth grade when I turned a reading assignment into a video project. Although
some things remain the same, such as the involvement of my mother in my productions, many
things have changed. I have found that over the years of practicing filmmaking that there were
specific reasons for the success or failure of a film.
When I bring up terms such as success or failure, certainly they must be based on
something other than my opinion. I could measure my success based on exactly what I intended
to create with the camera, compare the photographed results to my original intentions, and have a
clear positive or negative result based on the comparison. By those standards, it would be easy
to become a successful filmmaker so long as the intentions were kept elementary. I could then
consider my fourth grade reading project a monumental success. The problem, however, is that
nobody outside of my friends or family would want to watch my fourth grade epic for any reason
outside of the nostalgic value it may present, or to poke fun at me or my haircut. The acting is
terrible, the production value is a joke, and there is no piece of believable narrative to take away
from the experience. Although that project, and many of my early films that pre-date film
school, were fun to make, they were only really entertaining for those who were directly
involved in making them, so they would not go anywhere to reach an audience.
Watching films throughout my life, I have observed their great power. A well made film
can suck me into a world where I willingly accept the events unfolding on the screen as reality. I
get completely immersed in the world of the film, and my life disappears for a while as I
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experience the life of a fictional character. As I began to study filmmaking from an analytical
standpoint, coupled with practical application exercises in my undergraduate education at The
University of New Orleans, I found a new way to measure my success as a filmmaker. If I could
make a film that got people emotionally invested, creating a fictional but believable story that an
audience would actually want to experience, that would be my new measurement of success. My
intentions as a filmmaker are no longer elementary, and because of this, I have discovered how
much more difficult filmmaking is than I once thought it to be. The pre-production, production,
and post production of this thesis work, as I’ll discuss in this paper, has presented some of the
most significant challenges of not only my filmmaking career, but my life as well.
Bicycle Season presented many new challenges for me as a writer. I knew that I wanted
it to be my best work, so when I was first thinking of a story to tell, I would often dismiss an idea
the moment it started to feel even the slightest bit mediocre. After cycling through many ideas, I
developed a story that I thought had the potential to strike an emotional chord with a wider and
more mature audience than many of my prior stories. It follows Vincent McBride, a rough and
tough pawn shop owner, whose wife has recently left him and their young daughter. Vincent
faces loneliness, financial hardship, and his first Christmas as a single parent on his journey to
becoming a better father.
The directing of the film was by far the most challenging aspect of the production. I
found myself surrounded by actors from nineteen years younger than me, to thirty years older. I
held extensive casting calls to find the best actors for each of the fourteen roles. Most all of the
characters in the story are very different from me, so I found myself constantly shifting my
mentality on the set in order to maintain the best understanding of each character’s motivations
and thought processes. The physical demand of balancing such a large cast and crew day after
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day tested my ability to keep my composure under pressure, and would ultimately provide the
chance for me to determine if directing films is what I really wish to continue doing.
The production design of the film required significant collaboration between many
individuals. For a film set during the Christmas holiday season, there would be a significant
demand for decorations and holiday paraphernalia. With a plan to shoot the film in December,
collaboration between location owners and our art department was necessary so that the
decorating that was going to take place for the season could be catered to the needs of the
production design. Given that the script called for more locations, props, set dressings, etc. than
any film I had made in the past, I enlisted the help of a much larger, more experienced art
department.
A significant portion of mental energy and physical labor went into the cinematography
for Bicycle Season. Some way or another I knew that I wanted to achieve a shallow depth of
field1 look that comes normally from shooting on 35mm film even though we were shooting on
an HD format that does not offer a comparable 35mm sized imaging surface. The motivation
was not only to increase the look of the production value of the film, but also to help keep the
audience’s attention on the characters who we knew would often be surrounded by many small
points of bright light coming from the decorative Christmas set dressings. A careful shot-listing
process allowed for me and the cinematographer, James Roe, to discuss every shot of the film in
advance. This allowed for a more sophisticated schedule and permitted me to focus more on the
actors while on set.
In most cases the editing for the film is meant to be transparent to the audience, avoiding
techniques such as jump cutting2, freeze frames3, or special effects. Although I use dissolves in a

1
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Ascher and Pincus, Filmmaker’s Handbook (85).
Ibid (489).
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few instances to help illustrate the passage of time between scenes, in most cases the editing
simply cuts at a pace that supports the performances. As a general approach to the edit, I have
attempted to keep the parts of the film that are simply expositional moving fairly quickly, cutting
often. This is so the audience can get the information they need to know about who the
characters are, and what situations they are in, however because there is not much drama taking
place yet, it if were to move too slowly it could become boring. Because the exposition is kept
short, when we get to the more emotional moments of the film, I can then afford to take my time
by holding on the shots of the actors for longer periods of time, not only signifying the
importance of the moments, but also allowing for the performances to play out on screen with a
heightened sense of dramatic tension.
The sound design for the film consists mostly of diagetic4 sounds. On most sets I made a
deliberate effort to feature a radio on camera so that I could have Christmas music playing in the
sound mix as if it were being produced by the radio. A fair amount of equalization is being
employed to help make the sound realistic. I also equalized any dialogue that was meant to be
heard over a telephone line so it would sound realistic as well. The music in the film is very
heavily holiday themed, and although most of it seemingly plays from the world of the film,
there is a score for select moments of the film where pre-recorded tracks do not fit the emotional
progression.
By using the imaging technology developed by the Letus Company, I could use 35mm
lenses, and achieve a 35mm film look with an HD digital camera, the Panasonic HVX 200. I
will elaborate on the Letus technology in the technology section of this paper. Several parts of
the film also incorporated other video technology as part of the production design, such as the

3
4

Ibid (549).
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home video segment that Vincent watches on his television, the news anchor who reports on a
scene that takes place in the film, and a security camera image that needed to behave in real-time
with the actors.
The spark that started the fire for this story came from one summer day when I was
driving to work and happened to pass a delivery truck that was seemingly unattended. The
thought crossed my mind, “Wow, someone could just take that thing”, and things grew from
there. The story certainly went through several dramatic stages of development, but what
ultimately made me decide to tell this story was something rather sub-textual in the final film.
Vincent’s life, as seen in the home video portion of the film, was at one point in time
going very well. The strenuous workload brought on by his self-run pawn shop kept him away
from his family and it falls apart. We start this story when Vincent is putting the pieces of a
broken family life back together the best he can. I have a personal connection to the story in that
I fear that the significant imbalance that filmmaking can create in one’s personal life could
ultimately destroy relationships I have.
So far, the film has already achieved at least one degree of success in that so many ideas
that were once only part of my imagination have ended up in the film. The true test of Bicycle
Season’s success will be determined by how well the film can take someone on the emotional
journey that is on the screen. To determine whether I achieved this goal I will review and
discuss the test audience feedback as it relates to my intentions for the film in order to draw a
definitive conclusion on the matter.
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Chapter 2
Writing
Writing the script for Bicycle Season presented a unique personal challenge, as I knew
going into the project that I wanted to write a story that would force me to grow as a filmmaker.
I was hoping to include a larger cast than my prior short films, more scenes, and certainly more
dialogue. I had received criticism for being too subtle with dialogue in my prior screenplays.
Although it was in an attempt to avoid being overtly obvious and artificial with the way people
speak, it worked against me because I was not presenting enough information for the audience to
understand what was happening. I have found that with good actors, one can get away with far
less dialogue because so much reads just in their physical performances. This is best illustrated
by comparing my last two films Gripped (2009) and Taken by Jessica (2009). Both films are
sparse in dialogue, however in Gripped I cast exclusively non-actors and it worked against me in
that people would often not fully understand what the characters were thinking. However, in
Taken by Jessica, I cast experienced actors and it has since been accepted to the UNO Film
Festival (and won a “Best Lead Actress” award) as well as the New Orleans Film Festival, and
the Outhouse Film Festival where it was nominated for a best lead actress award. After a
screening, people make more comments about the strong performances in that film than anything
else.
When I was writing Bicycle Season I made a specific point to write more rather than less
dialogue because I did not know which actors I could cast. I thought that I could always cut out
dialogue if I found it to be extraneous once performed. So, in Bicycle Season I started with more
than enough words to make the story clear to the audience, and cut out the unnecessary dialogue
either on set or in the editing process.
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Much of my writing work leading up to Bicycle Season has been in the genre of drama.
Most of them have been short films running between ten to twenty minutes long. Malicious Aim
(2007) is a drama about a guy resisting murderous revenge on a drunk for the rape of a loved
one. The Fence (2007) is a drama about a guy dealing with a terminal illness and a girl whose
father is not there for her. From these filmmaking experiences I have learned that there are
common flaws that have prevented them from becoming successful short dramas. The first is
that the audience has not been allowed an adequate amount of time with the characters. In many
feature length films the audience is allowed the chance to observe the ordinary world that the
protagonist lives in, witness some sort of event that causes a major conflict, and watch how the
protagonist deals with the issues that arise from the conflict until it is solved, usually resulting in
some sort of change in the protagonist5. Where a feature film has an hour and a half or more to
allow all of this to happen, I attempted to write films that were similar in structure, but in just a
fraction of the time. I learned that I had been putting too much of my focus on getting believable
performances, and I had not been giving necessary information for the audience to understand
the full context of the performances, and thus they found it difficult to empathize with the
characters because they were confused about the story.
Because of this, I started using less conventional storytelling that makes better use of the
time in a short film. In Gripped, which was twelve pages long, two teenage boys compete for
the affection of a girl, and in the process end up hurting the girl. In Taken by Jessica, ten pages,
a girl has found her true love (inspired by myself finding my true love, Samantha), but that love
is the roommate and friend of her current boyfriend. In these films I put much more of the focus
on the relationships between the characters because relationships are very relatable pieces of
drama to an audience. Each of these two films had their own shortcomings, but I learned that by
5
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focusing on telling a story that has all of the necessary information about that story actually play
out on screen, then the audience will understand what is going on in full and get the most out of
the film.
Although I was able to create more successful short films with this technique, I found that
even though the films were entertaining, audiences were still not particularly emotionally
invested in the stories. This is how I arrived at a place where the story of Bicycle Season made
the most sense to me as a filmmaker. At a script length of thirty-six pages it would allow me
more time to setup a character and the world he lives in. It would also allow me the chance to
get more information across to an audience on the screen, as opposed to implied back story.
Also, with more time, I could put more relationships into the film, thus allowing for a more
dynamic set of characters on screen.
The idea that became Bicycle Season originated from a summer drive to work when I
passed a delivery truck filled with packages that was seemingly unattended. I thought to myself,
“Somebody could just take that thing.” I was on the hunt for story ideas at the time so my mind
went right to work thinking of different scenarios where an individual might be put in a situation
where stealing that truck seemed like a good idea. I thought that the circumstances of this
person’s life would have to be dire, and that person would have to feel that there was no
alternative.
This idea stayed idle in my mind for several days while I tried to come up with ways to
turn this event into a story. The thought that kept lingering in my head was the major question,
“What would drive someone to steal this truck?” If I knew what it was that would push an
individual to that point, I felt that it would reveal something about their character. I decided to
get away from home for a night and workshop the idea around at a social event going on at a
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friend’s house where I knew other filmmakers would be. Once there I pitched my rough idea to
a few people and got mixed reactions. I could tell it was weak at the time based on the
responses. The missing link was the answer to the major question, so I started simply asking
people that question. I approached Ariel Spangler, a creative writing major, and asked her,
“What would drive you to steal a delivery truck?”, and in the middle of summer she replied
simply, “To save Christmas.”
I laughed her response off at the time, but it was just the next day when Ariel, Andrew
Bryan, (my first assistant director) and I were talking about my story and the concept of setting it
up in a Christmas environment and the ideas began to snowball. Speaking from personal
experience, for people that do not have a lot of money, Christmas can actually become somewhat
stressful when trying to provide for loved ones. This was a huge step in the right direction for
the story because people might be more understanding of why a person would commit a crime if
they could appreciate the motivation behind the crime.
At the end of the film The Boondock Saints (1999, Duffy) the credits roll over people
voicing mixed opinions about the use of vigilante justice issued by the said “Saints” who kill
murderers exclusively. This is a considerably realistic depiction the moral conflict many people
have with holding to the laws of society when some “good” may be done by breaking those laws.
When trying to find the perfect character for my story, I thought it would be best if this
person typically faced more hardships during the Christmas season than most people do. I was
always trying to find ways to heighten the sense of conflict in this person’s life. Several
brainstorming sessions later I decided that this person should own a business, putting him in a
place where he has the most at stake if something bad were to happen to the business.
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To determine which business he would own, I thought it would be best if it was one that
he could run by himself, and even better if this business struggled financially during Christmas.
A pawn shop seemed to fit the bill because it met the criteria I just mentioned, and during the
holidays most people need extra cash, so putting items into pawn is much more common.
According to the manager of the pawn shop that we used for the film, Sherman Lanier, who ran
his own pawn shop for over twenty years, pawn shops give out a lot of their money during the
holidays, as opposed to many businesses that make a large profit. It is true that the owners have
all of the items held in pawn, but what if those valuables were stolen? What if this particular
pawn shop owner was behind on his bills and hadn’t been paying his insurance? What if his wife
had recently left him? What if he had a young daughter to take care of this Christmas and he
found himself with nothing to give her? I felt I had enough now to drive a guy to the point
where he might believably steal a delivery truck, especially if it had a present on it that he knew
his daughter would love.
These circumstances were good in that they could reveal a lot about a character facing
these intense moments of conflict6. I wanted to have a protagonist that was flawed, and therefore
relatable, but likable. I wanted to see this person struggle to keep his morals when faced with the
most adverse situations. The story came to be about Vincent McBride, a rough around the edges
pawn shop owner, who finds himself regretfully alone with his daughter, Kirsten, for the first
time during Christmas.
His wife, Emily, has recently left them, and so he relies heavily on the aid of his
neighbors Wilson and Cindy to help care for her. They are another couple with a young daughter
of their own who seem to have it all. He does not like it, but has no choice but to accept their
help.
6

Egri, Art of Dramatic Writing (63).
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Vincent is awkward with his daughter at first, but becomes softer with her as the story
progresses. Vincent holds on to the memories of Emily and wants her to come back. He pours
too much of his money into gifts for Kirsten, including a bicycle that she would really like and
keeps them hidden at the pawn shop. He does not pay his gas and power bills on time and they
both get shut off on Christmas Eve.
He returns to his shop to get some money for the bill, but finds that all cash, valuables,
and Kirsten’s presents have been stolen. When he calls the police for help, he’s met with a
discriminatory attitude when they learn that Vincent is calling about a pawn shop and do not
send aid. We also learn from the phone call that Vincent is not insured. He makes a desperate
phone call to Emily, expecting to be ignored, but she picks up. She is at an upscale party,
obviously doing very well for herself. Vincent pleads her for help, for Kirsten, but her boyfriend
interrupts the phone call and she hangs up on Vincent as if he were nobody special.
Vincent is broken at this point. He exits the shop to find that his truck is blocked in by an
idle delivery truck loaded with packages, including a bike just like the one Vincent bought for
Kirsten. The driver walks away, an obvious jerk, oblivious to Vincent. In a moment of
desperation Vincent takes the truck with everything on it. He drives around a corner, losing
some packages from the back, and pulls right up to a traffic light with a cop waiting there. The
delivery truck driver gives chase, and seemingly has Vincent trapped at the light, until a car, in
an attempt to dodge the fallen packages, crashes into a pole, getting the cop’s attention just as the
light turns green and letting Vincent make his escape.
Vincent stashes the truck in an old warehouse. He returns home and picks up Kirsten
from Wilson and Cindy’s house. That night he returns to the delivery truck with a plan to take
the valuables he can find, including the bike for Kirsten. While executing his plan, he notices
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that the bike box is addressed to his neighbor, Wilson, who has been helping Vincent care for
Kirsten. Vincent reconnects with his morals because of the personal ties he has to Wilson, and
decides to return the truck, bike and all.
Vincent wakes up Christmas morning expecting to have nothing for Kirsten, but the bike
is under the tree. Vincent notices an open window, and realizes that it must have been Wilson
who made this happen. The bike that he stole, but returned, was for Kirsten all along. He goes
to meet Wilson and Cindy for Christmas turkey with a plan to tell Wilson he knows it was him
and thank him. He does, and Wilson replies with a comment about how he understands how it’s
hard for single parents and then brings up Emily. While Wilson fumbles to find the right words
to say, Vincent thinks of Emily and the hurt she has caused, but what Wilson has to say is
sympathetic to Vincent, implying that Vincent still has the most important thing, Kirsten.
Vincent looks to Kirsten who is happily riding the bike, and is happy that she is happy. Despite
being broke and alone, Vincent is going to be okay with being a single parent, and seems to have
made it through Christmas.
When I was writing the last pages of the script I knew that there was something different
about this script that would set it apart from anything else I had written before. The emotions
that I typically only feel when watching a finished film, I recall feeling strongly as I put the
words on the page. I felt at that time that I had created characters that I knew well enough to
empathize with, and hoped that all of what I saw in them would make it into the final film.
I had received positive feedback from my thesis committee and from others as well.
After reading the script screenwriter Erik Hansen wrote to me in an email, “Congratulations
Kevin. I'm very impressed with the places you've taken this script. It grabs us on page one and
doesn't let go. It's a very mature, polished and realized product. It's going to make a wonderful,
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touching film. Have fun!” From another anonymous source I received the feedback, “Just
finished reading the last version of your script. I have a tear in my eye, and you made me hug
my daughter. It is great!” I also recall during the casting process that several of the mothers of
the child actors that came to audition were unusually curious to know who had written the script.
When I told them that it was me, they immediately voiced their positive opinions.
I had never gotten this overwhelming amount of positive feedback on a script before. As
a result, when it came time to move into production and it seemed that there was more to film
than time to film it, I was extremely cautious about what adjustments to make. All of the pieces
of the script seemed to be adding up to something very good, and I did not want to lose that.
After careful analysis, I found that I could remove one full scene from the script that involved
Vincent going to the bank to make a large withdrawal. The information that this scene
contributed to the story I could find other ways to get into the film, such as showing the contents
of Vincent’s vault at the pawn shop. As the story developed more, this cut ended up working to
the advantage of the story in that Vincent does not use the bank, and therefore when he is
burglarized all is lost.
Although other minor cuts may have eased the stress of production, I intended to keep to
my original ideas of shooting more scenes than I normally include in a film. I did not want to
end up in a situation where I was not clear enough in the storytelling for the audience to follow
what is going on. As a result, although there were significant cuts made to parts of some of the
scripted scenes, every scene that was shot ended up in the final cut of the film. I can conclude
that it was a good decision to write more than what may have been absolutely necessary to get
the story told, so that the decisions of what to remove could come in the editing room.
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Directing
I strongly believe in keeping an open mind to other’s creative opinions when making a
film; especially as the director. I have found this to be especially true when many of the people
working on a film are working for little or no money, and the creative experience is the most
valuable thing they will walk away with when it is over. Bicycle Season has certainly demanded
significant creative collaboration from many individuals. Many of the creative decisions I left up
to my cast and crew to make because I knew their opinions were valuable assets to the
production. For example, the actor that played Vincent, Tracy Miller, was constantly bringing
more to the character based on his own life experiences.
Given that I have been making films at The University of New Orleans for over five
years, when I was selecting the crew, I did it based on the work I had observed from each
individual on prior projects. Of a crew made up of approximately forty students, or recent
graduates, there was not a single stranger on the set, and everyone had a solid grasp on what their
jobs demanded from them. I had found that normally on a student film set many of the problems
that arose were from people not understanding the full scope of their responsibilities, or from
making mistakes due their inexperience, and much of that was able to be avoided on this
production.
I have found that when so many people have creative input to contribute to a film, being a
focused listener will allow that the best ideas make it into the final cut. It has been a delicate
process, as there have been so many good ideas to consider, but they have not always necessarily
been the right ones. Because everyone has their own ideas of what the film could be, I stayed
focused on my responsibility as the director and communicated the vision that was in my mind to
each person that I worked with.
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If someone had an idea concerning the film that was in opposition to my own, then all I
need do is make my point from a perspective that served the story in my mind. The people I
worked with on this production trusted me to make good decisions, and I don’t think we ever
came to any creative difference conflicts.
As the director of this production I provided a clear set of goals for everyone to work
toward. I was communicative about my intentions, and strong willed every step of the way. As
time passed through pre-production and rehearsals, I saw the cast and crew become more
understanding of what my intentions were for the story, and they needed less and less guidance
from me along the way. I can confidently say that by the time we were on set, everyone was
trying to tell the same story.
I did my very best to lead by example on this production, as I have observed that a
director is not unlike a captain of a sports team. His attitude seems to be contagious to the rest of
the cast and crew. On the thesis film production The Native (2007, Hartwick), as the camera
operator I observed a director that did not illustrate confidence on the set. There was argument
amongst the department heads and a general uncertainty that many of the crew members had
about what we were all doing. Regardless of how good or bad the film turned out, it was an
experience that many people walked away from with negative memories, as voiced in the
documentary about the film, The Native: History in the Making (2007, Johnston).
If the director is inspirational and positive, then that too I thought could be contagious to
others. While working on the film I did my very best to keep a positive attitude, especially when
faced with conflict. There was no place for negative energy on the set because it could interfere
with our creativity and could cause the film to suffer. In a crew meeting just prior to shooting,
my first assistant director said to the crew that if they had something to complain about, they
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should keep it to themselves until after the shoot had wrapped. This would allow us to focus
more on solving any problems that arose, rather than festering in negativity about them.
This strategy seemed to work well in that the production faced many challenges both
mental and physical. The rainy weather was constantly altering our schedule, the work days
were long and exhausting, and unexpected problems arose as they normally do, but everyone
stuck together and kept a level temperament.
The most difficult, and unsuccessful, day came on the seventh day of production. Much
time could be spent elaborating on the events leading up to the failures of this day, but I will
simply say that it was an elaborate combination of both preventable and unavoidable mistakes.
On this particular day many of the crew members showed up late. The set dressings were not
prepared. The key prop (Kirsten’s Bicycle) was not operational. Too much time was spent on the
wide shots and not enough on the close ups. The schedule did not lend itself to getting the scene
complete before daylight ran out. And above all, too much effort was put into lighting control
which cost the production valuable performance time.
In the midst of all of this, for the first time in my filmmaking career I just wanted to go
home. I had to focus intently on not giving up, or even appear that I was struggling so much. I
did not want to discourage the crew. I could see all of the problems happening around me, and
my experience was telling me to step in and solve some problems, however this was the last
scene of the film and I felt that it was critical that I not lose sight of the performances. I also did
not want to disrespect any of my crew by taking over their jobs. So, I did my best to maintain
focus on the actors, and found some comfort in targeting my thoughts on that alone. I cannot say
at this point that it was the best decision based on the result of the day.
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I do believe that it was a good idea to keep my focus on the actors, however since we did
not finish the scene and ended up needing to schedule a pickup day in January, I feel that if I had
acted on my impulses to put a stop to the events that were detracting from the performances we
might have made the day with the scene completed.
The pickup day was a very positive experience where all of the mistakes that happened
on the first attempt were not repeated because we had all learned from them. The scene actually
ended up being better on the second attempt. I had the unique opportunity of being able to study
the performances from the first shoot in the editing room. Tracy and I went over the footage
from our first attempt at the scene and found ways to improve the performances based on what
we had tried the first time.
Bicycle Season is a story that would sink or swim based on the performances. Keeping
them as my top priority, I started the casting process very early so I would have ample time to
find the right actors for each of the fourteen roles. The first way I tried to find actors was by
packing my script in a very professional manner and sending it in the mail to a Hollywood based
production company that I have a close family contact in. I never heard anything back from
anyone, so it proved to be an unsuccessful method for this film.
I pressed on, employing many different casting techniques. I received a lot of assistance
from Jeremy Kerr who has been working in extras casting professionally for a short time. He
had also acted as casting director on a film I was the cinematographer for, so we had a preexisting relationship. He acted as a gateway to many talent agencies that provided much of the
talent for the film.
I began with open auditions where anyone who got the advertisement could show up.
This was not an efficient process because there was no way to check to see if an actor was any
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good before they stepped into the audition. Also, actors would often show up that did not fit any
of the character descriptions, and I knew immediately that I did not have a role for them.
Although the time it took to see them could have been reclaimed by simply asking the person to
leave, I found it beneficial to try and work with each person that showed up. The further off
from the performance they were, the more practice I got in directing that person towards
something I was trying to see. I saw so many people through this process; it provided an
invaluable opportunity for me to train my directing skills. Jeremy Kerr heard from some of the
actors that came, and they reported that it was a good experience for them as well. Many of the
actors may not have been right for Bicycle Season, but since they had a good experience
auditioning, I would hope they would return for future auditions I might hold for other films.
After the first round of auditions, with only a few prospects lined up for callbacks, I
received the news that I would be receiving the Jerry Nims MFA Thesis Film Scholarship that
would grant $10,000 to the production. Now that I could afford to pay actors for their work on
the film, I registered the film with the Screen Actors Guild (SAG), and began advertisements to
talent agencies with that news. This meant that they would send their more experienced SAG
actors out to my auditions. The performances given by the actors that showed up for the second
round of auditions was dramatically different from those in the first round. The actors were
largely more prepared, more believable, and it was obvious that they were professional by the
way they stepped up to the tape marks on the floor and slated themselves to the audition camera.
Casting the lead characters was relatively easy because the roles had such specific
qualifications, it was easy to tell if an actor was right for the role or not. It was the supporting
roles that were more difficult to decide on because I was more open to different character types.
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It also wasn’t until I had the leads cast that I could make the best decisions on who would work
best with them.
For the part of Vincent, there hadn’t been but one or two candidates based on who I had
seen audition. Tracy Miller was one of the oldest men who had shown up for the auditions so I
had him read for both Vincent and Wilson. I was anxious to get him into a call back for Vincent
shortly after seeing him that first time. I received a shock at those callbacks when I asked my
producer what time Tracy would be coming, and she told me that he was unavailable. I got on
the phone with him right away. He informed me that his home was in California and he would be
there with his family during our scheduled shooting days. He was declining the call back because
he didn’t think that we could afford to fly him in for the role. I was relieved at first because I
would be able afford to fly him in. I mentioned that it wouldn’t be a problem, but that didn’t
seem to change his demeanor. He continued, saying that although he would really appreciate it
he could still not do the part of Wilson. He said that the role would not be challenging for him as
an actor and not worth leaving his family during the holidays to play it. I quickly informed him
that it was the lead role of Vincent that I wanted him for. There was a brief pause, and then an
“Oh.”
He really connected with the role of Vincent, and agreed to do the part pending approval
of his kids. He then suggested another actor who he was good friends with, and thought would
be great for Wilson, Elliott Grey. I hadn’t informed him of this yet, but I had met Elliott on a
prior short film and had always pictured him as Wilson. This was great news because these two
actors had an established friendship very similar to the one that Vincent and Wilson are supposed
to have in the story.
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It was around this time that I made my first directing mistake of the production. I had
these two very experienced actors that were both willing to work on the film, both of which who
wanted to work with the other, and I hadn’t made the official decision to cast them yet. A few
days passed and I was attempting to get Tracy to come and read with another perspective cast
member. We had an enlightening conversation over the phone. He carefully brought up a
question about my casting decision. He said he didn’t understand what as keeping me from
“pulling the trigger”. I had seen him audition, seen his reel, called him back, and was asking him
to come back for another read. He was right; I don’t know what it was that was keeping me from
giving him the official word. I knew I really wanted to cast him, so I guess I was waiting for a
good time to tell him or something.
It was at this moment that I realized that by not being clear about my intentions with the
actor, it stirred up insecurities, and got a very talented actor wondering about his abilities. He
compared being an actor waiting on a casting decision to being picked out of a lineup for a team
of some sort. He mentioned that interactions with a director after officially landing a role is
significantly less stressful because you know that you made it, and there is no longer uncertainty
in the air. He also mentioned that once being cast he can start working on the character with the
director and developing the role.
The more I met with Tracy to talk about Vincent, the clearer it was that I made the right
decision. His personal history had many aspects of Vincent’s life that he would be able to pull
from as an actor. He brought so much of his experience to the table that I was able to learn from
him as we worked both in rehearsals and on the set.
I remember that I was uncertain about casting Elliott Grey as Wilson because I hadn’t
seen him read with Tracy yet. Since Elliott lived out of state, I was going to have to pay his way
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here to do a reading. I remember watching Blue Velvet (1986, Lynch) on DVD at my house
around this time, followed by the special features section. In this section I observed David
Lynch working with one of his actors. He cast her based on a lunch that they had together. He
had an instinct that he trusted, and I thought that was admirable. I decided that night to call
Elliott and tell him that I wanted him to play the role, and that he could think of our upcoming
meeting as more of our chance for rehearsal than an audition.
I knew from talking to Tracy just a day before about an actor’s state of mind and how
much more relaxed they are when coming to meet a director knowing that they have the role. I
wanted Elliott and Tracy to share that comfort while we worked together, and to go ahead and
start making progress on their scenes together. The move was a good one; we got a lot of very
good work done that weekend, and much of what we discovered in the performances ended up
making its way to the scene while shooting a few weeks later.
In regards to my hesitations in making casting decisions; because I really liked the script,
I think that I carried some paranoia about how it wouldn’t work without the perfect cast. I also
think that because I had money to pay actors with I had significantly more access to talent than I
usually do, and therefore was hesitant to settle on an actor because of the possibility of finding
someone even more suitable for a role.
When casting the young girl roles of Kirsten and Lillian, since there seem to be fewer of
them around, we conducted a group casting session with two other UNO films that were in need
of girls of the same age. This allowed for a better turnout because there were more roles
available. During the auditions, I would often ask if the girls had any questions about my
directions, they would usually say no. In many cases they would then repeat a performance with
little to no change based on direction. This allowed me to discover one of the most basic traits I
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now look for when casting anyone. I’m trying to determine if they are aware of what they are
doing in the moment, listening as they perform, as opposed to performing based on something
that is simply memorized.
This is what made Juliette Enright, seven years old at the time, stick out to me
immediately. When I spoke with her about what I’d like her to do, she was one of the first girls
to voice a question about the scene. Once I answered her questions and she understood what I
was asking her to do, she nailed every performance just as naturally as any actor I’ve ever seen;
not just a child actor. I knew almost instantly that she would be my Kirsten.
My only hesitation was due to the fact that she had never done a film before. I have seen
experienced actors do well in an audition, and then when we got to set and the camera, lights,
microphone, and all of the eyes were on them they froze up and could no longer perform. I
decided that I would have a call back for her that mimicked the intimidation of an on set
experience, and see if it affected her ability to perform. We held this callback in the UNO sound
stage on a set that was built at the time. I got a few extra people to come and watch, and made
sure Juliette was aware of them. I had someone hold a boom microphone just above her head
where it might distract her, and I held a camera and literally ran circles around her while she
performed a scene start to finish. By the results you would have thought that we were all
invisible to her in most every case.
The role for Cindy Hill was one of the first ones that I filled. I was in attendance at the
New Orleans Film Festival as a filmmaker with my film Taken by Jessica. I had shown up to the
festival prepared to take advantage of any networking opportunity that might support my
upcoming thesis film. I had with me DVD copies of my films, copies of my thesis script, and
business cards brandishing “Bicycle Season” with my contact information.

22

The feature film Welcome to Academia (2009, Davis) was screening and I knew that
James Roe, my cinematographer, had worked on the film as an assistant editor, so I thought I’d
go and check it out. It was a fun film to watch, and was followed by a question and answer
session with some of the producers and actors. Shanna Forestall, who played an ex-porn star in
the film, who I never would have thought of as Cindy; but in the Q. and A. she had the sweetest
personality and was so much like the Cindy I was searching for. I had no idea where Shanna was
from or if she would consider doing a student film for little or no pay. I waited until the end of
the Q. and A. to approach Shanna and engaged in a conversation that would lead to me asking
her if she would be interested in playing Cindy. I gave her the script, a card, and a copy of Taken
by Jessica and waited to see if she would give me a call.
Within a few days Shanna called me and wanted to meet for lunch. It turns out that she
really loved the story and really wanted to play Cindy. She mentioned that she usually gets cast
as the slut or some other role that she wouldn’t want her mother to see, so playing Cindy, a sweet
loving mother character, would be great for her reel and she could finally show some of her work
to her own mother.
I recall the look in Shanna’s eyes when she read a few lines of Cindy’s dialogue from
across the table. I nearly got a tear in my eye when I saw the level of compassion she put into
her performance. I find it ironic now that I made a casting decision based on a lunch much like I
saw David Lynch do on the DVD several weeks after this moment. From this experience I can
determine that when an actor really seems to connect with a story, then they will likely be a good
choice for the role. I have received positive verbal feedback that points out the natural presence
she has on screen.
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This situation also supports my theory that hesitation to make casting decisions on my
part was a result of thinking that there may be a better person for the role that could come along,
as I did not have the scholarship support when I met with Shanna.
In order to determine the rest of the cast I followed a traditional approach of auditions,
followed by call backs, and final selections. I found it beneficial to read potential talent against
Tracy. Since every character interacts with Vincent at some point, I got a chance to see how
strong their chemistry was on camera. I always recorded auditions and rehearsals when possible.
This provided an opportunity to analyze performances of my actors who had been cast, and to
get a second look at potential talent when necessary.
I took one risk in the casting that ended up working against me. Some of the talent
agencies would provide video auditions of their talent. This meant that I did not know how
many takes it took to get to that performance that ended up on the video. It also meant that they
were under someone else’s direction for the read, and I could not know how well that actor
would take my direction.
For the character Rachel, the toy store clerk, I was considering casting the role based on a
video audition from Amber Dawn Landrum. I thought that the video was good, but I wanted to
see how well she responded to my direction, so I got her on the phone, gave her some notes, and
waited for take two of her audition to show up online. When it did it was actually much worse
than the first, however, I was told that she was ill, and she also had a very poor reader feeding
her lines.
It was a tough decision. I had to be sure that I was not going to allow any bias to
interfere with my choice because Amber was the daughter of the woman who runs the talent
agency. Because I thought that she had a really good first video, and a great look for the role, I
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cast her based on this information. She has been the only actor that I had to cut out of the film
completely.
There are two reasons why she was cut out of the film. First, is you should not cast a
person based on their video audition alone because you cannot observe the full scope of their
performance capabilities. Second, is that the scene that she read for in her video audition got
changed almost completely due to a scheduling and location complication.
Amber (Rachel) was originally meant to run a register at the front of the store and had
some dialogue with Vincent about his purchases. We could only shoot the scene when it was
dark, and because of the large windows around the registers we could not shoot that scene during
the day when it was meant to take place. I re-wrote the scene so that it would take place in the
back of the store, clear of windows, where Vincent would be shopping for a bike, and she would
arrive to help.
On the set, the performance simply was not there. She came off as artificial and it was an
uphill battle to get something that worked from her. Here is where I thought that I did some of
my better directing in a moment of crisis. She was really having trouble with anything scripted,
so I decided to toss out the script, and I took her for a walk through the aisles. I would pretend to
be a frugal customer, and her job was to convince me of the benefits of various products to the
point where I would buy something. I used my past experience in retail to give her some
possible selling points. It actually worked pretty well, and we went back in front of the cameras
once we found something that worked for her, and in a number of takes, I was able to get enough
good performances to use in the editing room.
The original intention for her character in the script was to come off as a vivacious
extrovert and make Vincent, an introvert, uncomfortable when trying to shop for his daughter.
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Her energy was meant to be entertaining and fun, but the performance was not contributing that
to the story. The scene was not bad, but it was not good either, so I decided to cut it out in order
to improve the pacing of the film.
She will end up on the DVD special features, and get a copy to use for her reel. I have
found that most all actors I have worked with are looking for material to enhance their
performance reels, and that is sometimes as valuable as a monetary contribution for their work.
There was one more actor that I cast as my second choice for a role because my first one
fell through due to a scheduling conflict. The pawn shop customer has a rather utilitarian role in
the film. He is the only customer that Vincent does business with in the pawn shop in the early
part of the film. His job is to expose character traits about Vincent while establishing that
Vincent runs a pawn shop business, is somewhat frugal, and a little socially awkward.
When the actor stepped in front of the camera and did his first take, he was using a heavy
accent that made him much more animated than the script called for. It was much too big of a
performance. This was a good exercise in taking an actor down from a level that was too high,
as opposed to the toy store clerk who I had to bring up. It actually didn’t take much explanation
at all. I recall saying the word “less” a lot and he seemed to get the idea without taking any
offense. I am happy with the performance that ended up in the final film.
As a way to give myself some freedom in the editing room, when I gave directions for
Vincent, I explained clearly that we were going to be running the scene at different levels of
energy per take of his coverage. This was so that if I wanted to use one of the pawn shop
customer’s larger performances, I would have matching energy levels from both actors to cut
with.
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For the role of Margaret Jackson, the woman on the news who has wrecked her car in an
attempt to avoid the boxes left behind by Vincent; there were many contenders. However, in
audition after audition actors would over act the role. She only has a couple of lines in the film,
not meant to stand out. It is because of this that I think that many of the people had so much
trouble finding a way to sound natural when reading for Margaret. In theory, when an actor only
has two lines of dialogue it is very easy to memorize and rehearse over and over. Over
rehearsing, as I noticed with the child actors, has the ability to suck the life out of a performance.
I ended up searching elsewhere for Margaret and auditioned my mother over
Thanksgiving weekend. She hadn’t rehearsed a bit, and she was excellent. Being that she is my
mother, perhaps my opinion is tainted; however I have received compliments on her performance
from my other more experienced actors.
Based on two instances in this thesis, I saw that over-rehearsal has the potential to
negatively affect a performance, but this seems to be limited to less experienced actors. I found
that the women who auditioned for Margaret in most cases were inexperienced because the talent
agencies tended to send their more experienced actors for the larger roles. Beginning actresses
who did not seem to know the protocol for slating themselves on camera or illustrate confidence
in their actions would typically audition for the smaller roles. This is also supported by the fact
that those actresses who showed the most professionalism and confidence did not audition for
Margaret.
My more experienced actors tended to find more life in each rehearsal, and it was rare
that a performance dried up over time. Tracy Miller, perhaps my most experienced actor, would
give his best takes on the fifth, seventh, and sometimes ninth takes. The more we worked, the
more we seemed to find. This was particularly true on the first day of principal photography
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with Tracy. We were shooting scene thirty-four, where Vincent comes down off of his
adrenaline rush after stealing the truck. We ran the scene all in one take starting from when he
turns off the engine and ending when he exits the building. On the first take the actions were to
turn off the truck, remove the hat, notice his own hair in the hat, wipe the steering wheel clean of
fingerprints, exit the truck with the hat, lock the truck, head for the door, remember that he must
hide the keys and hat, do so under some rubble, and exit. By the time we arrived at take nine, the
actions had been reduced to turn off the truck, remove the hat, wipe the prints clean, and close
the door.
On that first day I learned a valuable lesson; if Tracy and I found that if something was
not working for us, then we needed to be ready to make changes until it did. Through my
observations of those long drawn out actions in scene thirty-four, it was clear that not all of it
was essential to the story. When I would make a suggestion to skip one or more of these parts,
Tracy would often agree and acknowledge that it wasn’t really working for him either.
When directing the actors in the film I found myself using a variety of tactics to get the
performances I was looking for. On one end, for baby Kirsten from the home video, I would
literally throw myself onto the ground over and over to get a laugh from the baby. On the other,
when Vincent made his phone call to Emily, I didn’t need to say anything because it was clear
from the script what kind of moment this was for Vincent.
In preparation for directing a scene, I would examine it from the perspective of every
character in order to determine what each of them wanted. Knowing this information allowed
me to give playable action based directions to the actors to help them get what they want. For
example, at the end of scene fourteen when Cindy puts Kirsten’s coat on her, preventing Vincent
from being the one to care for her, Wilson is meant to notice how Cindy is making a mistake,

28

and he wants her to stop doing this. The direction that I kept in my mind for the look that Wilson
would give Cindy is one that is meant to “accuse her”.
With the child actors they would sometimes get confused by these directions. It was
sometimes more appropriate to tell them if they were supposed to look happy, or sad, or to smile,
go faster, or slower, etc. I usually tried to not give too much to any actor at once, although I
found this goal difficult to accomplish because of the limited number of takes available to me.
I would have liked to give one or two directions at a time and let the actor focus on
accomplishing those goals, however sometimes the time did not allow for it, so I would need to
give them several at once in hopes that they could take it all in. It seemed to be a challenge for
them, but usually within a few takes they could get it all accomplished. Tracy compared the
process to a boxing match where he was the boxer and I was the trainer. While in front of the
camera he would try and hit all of these different beats, and then come out of a take in a daze, not
always sure if he got it all. I would give him notes on how to improve, and send him back in
there for another round each time. This was not our approach in most cases, but it would happen
sometimes, and it was not the way I preferred to do direct. I saw that giving too much direction
sometimes prevented the actor from becoming invested in a moment because of their conscious
efforts to execute my directions. Despite this drawback, I saw that once a few takes had passed,
they no longer had to focus so much on each moment, and the performance improved over time.
Kramer vs. Kramer (Benton 1979), was the one film that I referred my crew to more than
any other to illustrate pieces of what I was trying to accomplish with Bicycle Season, and wish
now that I had mentioned it Tracy at the start of production. A few of the similar story elements
include a father that is overworked and detached from the family, a wife that leaves him for a
better life, a child that misses the mother and is now dependent on the father, and a father that
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struggles to provide for the child. There are major differences in character and scenarios, but
many of the emotions that are evoked by watching that film are very similar to the ones that I
hope people feel when they watch Bicycle Season.
In many of the scenes in the film I have an actor on the phone. This is something I
usually avoid if possible because it is much more interesting for me to watch people act together
from within the same space where they can both be seen. Because of this I made a directorial
adjustment to the script based on performances. In the original script, when Vincent calls Emily
for help we were only meant to hear her voice off screen. I discovered in the rehearsals between
Chantal Koerner (Emily) and Tracy that keeping her off screen would have deprived the
audience of a great performance. To see the expression on her face when Vincent makes his plea
for her help made her character much more real. It also made it sting all the more when the
audience could see her hang up and turn her back on Vincent and Kirsten. The scene that shows
her in her upscale party environment was also an addition to the script to help establish the stark
contract between the world she lives in now, and the one she left behind.
In regards to scenes that require actors to perform over a telephone, the actors tended to
give better performances when there was actually someone else on the other line, as the case
would normally be in real life. Even when I had both actors in the same location and we could
simplify the technical process by having them just say the lines off screen, we would put them on
a cell phone from somewhere outside of the microphone’s pickup range and get them to say their
lines over the phone.
This conclusion is supported by the one phone conversation that didn’t actually have
anyone on the other line, when Vincent is on the phone with the power company. Most of those
lines got cut from the film during editing because they were not very strong. This evidence
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supports my theory that when possible, you should make the situation as lifelike for an actor as
possible to aid them in living the moment on camera.
An interesting production note comes to mind as a result of this tactic. If the actor on the
other end of a phone is going to leave the room and act outside of my view or hearing range, then
I felt that they might as well not even be on set that day, however, some problems could arise
from this. At one point we had Johnny Rock (Officer Landry) on the set for hours waiting for
the phone call scene where he wouldn’t even be pictured. I considered sending him home and
just asking him to keep his phone nearby. I gave it more thought and determined that since there
is a risk for technological failure with cell phones, having the actor on set guarantees that we will
be able to communicate, if even only between takes when they step back into the room.
In my time at The University of New Orleans I have practiced writing, cinematography,
editing, producing, and many more aspects of filmmaking. My feeling is that all of those
experiences have helped me become a better director. With the production of Bicycle Season
from a director’s standpoint, I feel that I have been able to communicate effectively with each of
my actors and departments in an effective manner so that all of my intentions were clearly
understood and brought to life by all involved. Based on the audience feedback, my original
vision for the film has come to be realized on the screen, and it is infinitely rewarding to have
that happen. I look forward to sharing this film with larger audiences in the future.
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Production Design
Thematically the production design was engineered to help tell the story. Everything that
was Vincent’s held to have a similar style that was in stark contrast to the people around him.
Because Vincent is always struggling in this story, and remains conflicted until the end of the
film, he is generally surrounded by earth tone colors that lack saturation. In the very end
however, Vincent wears a red shirt to help suggest that he has been through a change.
The location for Vincent’s house was selected with careful attention to the design of the
house. It was meant to feel empty and have a general aged look to it to support Vincent’s current
situation. We took full advantage of the nature and hunting theme that was present in the pawn
shop location as well as Vincent’s house, and made it part of his character. Some notable pieces
of the production design for Vincent include mounted antlers and animals at his house and at the
pawn shop, as well as the gun rack with antique guns. At home he has an antique coke machine,
and a more modern one at the pawn shop. This fits with what he would have left over once
Emily left. I should also note that there are no pictures of Emily anywhere around the house. It
was an effort to signify that things did not end well with them, so when a photo comes out from
under Kirsten’s pillow, it is new information for the audience.
Vincent’s kitchen was much nicer than we wanted it to be. It is good that the color is
consistent with our theme, but the marble countertops make it seem a little too nice. Wood
would have been a more appropriate choice. We did our best to make it dirty in hopes of making
the place look like it has not been tended to for a while.
The location for Cindy and Wilson’s house was exactly what we were hoping for. The
walls there were yellow, providing a warm and comforting look, and the space was very open
which suggested wealth. We did everything we could to add to the holiday theme on the walls,
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the tables, the windows, and more. Lights were a significant part of the design scheme for Cindy
and Wilson. There are direct references to them in the script, and they help to suggest that a lot
of attention is put on Wilson’s house, in contrast to Vincent’s house.
The abandoned warehouse had to be created inside of a production studio. We brought in
as much extra debris and added it to the surroundings in an effort to make it seem like a
legitimate abandoned warehouse. The exterior of the warehouse that Vincent drives the truck
into in the film and the interior of the warehouse are actually two separate locations. We could
not get the clearance to shoot inside of the abandoned warehouse of our choice, so we faked it
the best we could by planning to cut around entrances and exits, and only feature specific angles
of each location.
Part of our plan for locations was to have a primary and a secondary backup location
lined up whenever possible just in case something fell through. With the way that the police
office scene turned out, I wish we would have made our secondary location that we ended up
using our primary from the start.
With a few key set dressing elements we turned the UNO Lindy C. Boggs main office
desk into our police office. I referred my art department to the film Falling Down (Schumacher
1993) to give them an idea of what I was looking for. The Robert Duvall character in that film is
a cop that works robberies from the desk.
We used American flags, filing cabinets, wanted fliers, coffee, and a police flag to dress
the set. As it turned out, some of the actual police office desks that we scouted on the location
hunt didn’t look as legitimate as the one we ended up creating. John Hampton Overton, my
thesis committee chair, has been inside of that office multiple times and did not recognize it
when watching the film.
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The plan for the car crash scene from the beginning was to obtain a wrecked vehicle from
somewhere and position it in a way that looked like it hit a telephone pole head on. Ariel
Spangler, the friend who helped inspire this story, while driving in heavy rain hydroplaned and
ran head on into a telephone pole. She was not injured, and the car still ran well enough to drive,
so we used it in the film and it worked beautifully. We also used a fog machine to simulate
smoke coming from under the hood. After she got her car repaired, I was able to go out and
shoot a pickup shot of the car heading for the boxes in the road. Because of all of these factors
combined, the end result is very believable. One of the test audience members asked, “Did ya’ll
really wreck that car?”
We got very lucky with the Vincent’s house location, as it had in it a child’s room with
clouds painted on the ceiling, a design element that is straight out of Kramer vs. Kramer. All
that we needed to do was move the furniture around a little bit and bring in some toys. When I
look at what actually made it on screen, I feel that we could have gotten a little more into the
frame. You cannot see the lamp at all, and rarely see the dressings that were in the room. I
believe that this scene suffered a little bit because everyone on the production end was a little
stressed about the weather at the time. There was severe flooding going on during that particular
evening.
The pawn shop location was provided by Top Dollar Pawn Shop, an independently run
shop in Gretna, LA. Sherman Lanier, who manages the shop, was on the set the entire time and
acted as our supervisor and advisor when it came to pawn shop logistics. He had no problem in
allowing us full use of the shop. He actually assisted us by adding more cash and valuables to
the contents of the vault that gets burglarized in the film.
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Bicycle Season would present a higher demand for props and set dressings than I had ever
encountered as a filmmaker. To prepare for this we conducted regular meetings throughout preproduction to organize and communicate about what had been done so far, and what was left to
accomplish.
Because of the numerous items that needed to be collected, it was common for everyone
to pitch in some personal supplies for the film. Having so much to keep up with, these supplies
were well organized and a record of everything collected was kept so that upon the wrap of
principal photography people could get their items back.
Many of the items that show up in the film had to be custom made to avoid the use of
major corporation logos, or disclose people’s personal information. One of the most notable of
these challenges was the creation of the “Econ-O-Ship” branded delivery truck with a slogan and
phone number. Shooting in December, we knew that most working delivery trucks would be in
service. We also determined that the cost of renting a truck for the period of time we would need
it would exceed the cost of modifying an existing truck that a friend’s father owned. The deal
we made with him was that if we paid to the get the starter fixed then we could use the truck as
we liked. The truck was an old beat up 1960’s clunker that had seen much better days. Because
the character of Rodney Martin, the truck’s driver, is meant to be an unpleasant jerk, it was
actually fitting that he is stuck driving this piece of junk. We took it a few steps further by
stressing the graphics that were applied to the truck in order to make it look even more
dilapidated.
This design carried over into the wardrobe for Rodney, the delivery truck driver. His
wardrobe was custom made to include the Econ-O-Ship logo, as was the baseball cap that
Vincent ends up wearing in an effort to blend in as he drives the truck. A variety of shipping

35

labels were made up for the packages on the truck. The logo was also used to create an
employee ID card for Rodney that provides Vincent with the necessary address information he
needs to return the truck. To keep with the design scheme of a low budget company that Rodney
works for, we used a picture of the actor taken with a camera phone for the photo part of the ID
card.
The creation of the Kirsten’s bicycle involved custom stickers that were shaped to cover
up the existing company logos. It appeared on two large stickers that were designed, printed,
and placed on a bike box donated from the toy store / bike shop that we shot part of the film in.
The bike also shows up in a custom made toy catalog. It actually looks like four different bikes,
shown in four different colors with different logo work on each. This was the same bike recolored and re-designed by our graphic designer, Charlie LaVoy, to achieve the effect.
One of the most challenging things to obtain was a legitimate looking police car. After
many attempts to convince multiple police departments to allow us to use a patrol car, we were
coming up short. There was actually a communication problem with this issue that perhaps
prevented it from coming together like we had originally hoped.
Our location manager was in charge of trying to find us a police station to shoot in, and
while doing so came into direct communication with the authorities who were most likely to
provide a car for us. The art department left this loose end untied, assuming that it may get taken
care of through the locations contact. As it turned out, the police department did not
communicate with anyone in a timely manner, despite multiple attempts.
A white car was rented at the last minute, and several antennas and police decals were
purchased to make up a fake cop car. At the end of our first production day I learned of this, and
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got a look at the rented car they intended to modify. It was a model that is never used by the
police, and did not seem like a viable option.
Through a friend of ours, we were able to obtain a former police cruiser at the last
minute, a solid blue Ford Crown Victoria. Although there was no light bar, it still had the search
light on the driver side. The rent-a-car was returned, and we used the purchased materials to
enhance the look of the Ford. The feedback from test audiences indicates that the car looks
legitimate. From this experience, I can conclude that a clear division of responsibilities is
necessary to be sure that all goals are met.
This lesson is also relevant to a time when we woke up to one of many rainy days. As a
result we had to reschedule shooting the exterior street scene that required that we have two
police officers on duty. I was the one who had been speaking with the police before this point,
and I because I was focused on the directorial demands of the day, I forgot to call them and
cancel the police detail.
I should have forwarded this responsibility on to the location manager or the first
assistant director ahead of time so that when a schedule change was made, the police office was
informed immediately. Because of this mistake I ended up paying approximately $300 for two
cops to drive to a local location, see that nobody was there, and go home.
The weather caused a multitude of problems for the art department throughout
production. The front of Wilson and Cindy’s house was meant to be the most elegant display of
Christmas lights and décor on the street. With the multiple delays the rain caused, and constant
re-arrangement of the schedule, the front yard had not been touched when we arrived to shoot
there. All available hands pitched in to help decorate the yard. I do admire the speedy help
provided from so many people, but the end result was an arrangement of lights thrown
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everywhere they could go as fast as possible, and they certainly lacked the elegant design that
Wilson and Cindy would have displayed.
The most glaring problem in the film that came as a result of this has to do with the use of
LED lights instead of incandescent. LED lights flicker in a pulse like pattern on camera and
draw your eye them when they are not meant to be the focus of the frame. This happens in the
first shot of Vincent and Kirsten in the film. The art department knew not to use the LED lights
because of this, but someone that was helping out didn’t know and put the wrong lights up.
I seemed to have subconsciously designed the character of Cindy around my own mother.
If it is true, then it was a good move, because my mother, Ginger Hughes, who did so much for
the film, owned nearly every piece of set decoration we could possibly need to dress the interior
and exterior of Wilson and Cindy’s house. She had brought to set about eight large bins filled
with Christmas décor. She also provided an RV for the production that served as a wardrobe,
hair, and makeup station when out on location.
The film has a very high production value that is a direct result of the efforts made by the
art department, and the support of many location owners. Everything on the screen seems to
belong and stay consistent throughout the film. It all reflects a believable world in which all of
the action takes place. Most audience members do not make comments that are in direct
reference to the production design of the film, and I think that illustrates success. The design in a
film like Bicycle Season should not call attention to itself, allowing for the focus to be on the
performances.
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Cinematography
In my early discussions with James Roe, my cinematographer for the film, we talked
about how the script’s strengths lie in the characters and the situations they are in. Because of
this we thought that whenever possible we should not draw attention to the camera with
elaborate moves or tricks so that the attention remained on the actors. When the camera does
move it is usually just to follow the actors from point A to B, to serve as a scene transition, or to
suggest point of view7.
In the early stages of pre-production I had lined up a really great deal on a RED camera
that we were going to use to shoot the film. This was going to give us a 35mm film look with a
shallow depth of field that would keep only the most important part of the frame in sharp focus,
while the backgrounds or foregrounds around that object would become soft and not attract the
eye.
We thought that this technique would be very useful when shooting multiple scenes that
had so many practical Christmas lights in the set dressings. We were also very attracted to
shooting the film on a RED camera because of the educational experience we could take away
from using it for the first time. We got ourselves ready for it, and did some camera and lighting
test to be sure we had everything figured out, and then the camera was suddenly unavailable for a
couple of days of the shoot. That soon turned into four days it would be unavailable, and maybe
even more.
That was enough for us to scrap the idea all together. We did not want to be constantly
mixing formats and switching out our camera, so we went with the next best option that could
also provide a look with a shallow depth of field. We used the Panasonic HVX 200 with the
Letus 35mm adapter. This device attaches to the front of the HVX, and allows for the
7
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39

attachment of lenses normally used to film on 35mm film stock. The image projects onto a
ground glass that is inside of the Letus body and the HVX films that imaging plane just in front
of the HVX lens. This device had been recently used on James Roe’s film, The Decedent (2009,
Roe) so he and I were familiar with the results it could produce. We conducted another
extensive camera and lens test to check for any flaws, and then moved forward with our decision
to use the Letus.
As I have calculated with an 18% grey card and light meter on prior shoots, the HVX
with a bare lens has an ASA of 320. Also once the Letus is added to the front of the camera, and
the light must pass through that much more material, the ASA becomes 160. Because the HVX
has to remain zoomed in on the imaging plane of the Letus, the HVX’s aperture can only be as
open as a 2.4 f-stop. Some of the lenses that we had to use were as slow as a 2.8 f-stop. With
these factors combined we often needed a minimum of twice the amount of lighting power to get
a shot exposed with the Letus in place.
This resulted in longer setup times for the camera department on the set, however once
the shot was lit, I noticed that each light was placed for a specific purpose, and therefore lighting
did not come as a result of what happened to be available, but the lights were setup to achieve a
specific result. It meant that every shot had to be thought out, and it gave many of the images a
professional look that was designed by the camera department.
In addition to the setup time it takes to light for the Letus is the amount of time it takes to
be sure that the focus is accurate, and that the camera settings are set correctly for the lens we are
using. It functions just like a film camera where every focal point must be measured by hand
and marked for the first assistant cameraman to keep track of. The lenses would often vignette at
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different places depending on the lens we had attached, so because of that, the lens of the HVX
had to be set to crop out he vignette per lens.
The amount of extra time it took to get camera set was more than anyone had anticipated,
and it often slowed down production. In retrospect, it was worth it. I get nothing but positive
feedback on the look of the film. The camera crew’s hard work has certainly paid off.
We did encounter one additional problem with the Letus that was not anticipated. It
seemed that in the daytime scenes we could see the imaging plane inside of the Letus show up in
the recorded image, adding what looks like a grainy texture over the image. It affects some shots
more significantly than others, but none of them have become unusable because of the issue.
Normally, this plane is vibrating and it cannot be seen with any clear detail, but it was certainly
visible at times.
We later determined that the problem was related directly to the F-stop of the lens. When
the f-stop was set to a higher number, the surface would show more clearly. When set to a low
number, it seemed to disappear completely. We have contributed the problem to a difference in
the depth of field, and thus the circle of confusion8 on the point at which light is hitting the
imaging plane. If I am ever to use the same apparatus again, then I will employ the use of ND
filters in front of the lens so that I can keep the F-stop open and keep the image looking clear.
The original intention was to open the film with a series of neighborhood houses and
buildings that were dressed with various levels of Christmas décor. They were meant to become
more and more elaborate as we watched them pass over the opening credits until finally landing
on a house that seemed to have next to nothing for decoration, and Vincent would appear from a
front door carrying Kirsten. We actually shot this scene, but the numerous rain delays forced us
to shoot the scene where Vincent arrives at Cindy and Wilson’s house at night time, as if it were
8
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really early in the morning before sun up. Because of this we had to cut out the original concept
for an opening credit sequence, as well as the scene where Vincent leaves his own house with
Kirsten.
James had the idea that if we shot a series of Christmas lights then that could serve as the
opening credits, and we could transition from this series of shots to a panning shot that would
dissolve to Vincent and Kirsten entering frame. That was the new plan, and for the most part it
worked out.
The good part about this plan is that it kept with the idea of setting the stage for the
holiday season. The down side however was that the time to shoot these opening shots was very
limited, so James let the camera operator and first assistant camera man shoot them on their own
while everyone else continued to work on other tasks. They shot about nine different shots, but
almost every one of them has either a distracting bump in it, a crew member walking though the
light, or some other issue that ruins the shot. However, the panning shot that is meant to serve as
the transition from the lights sequence to the main characters came out perfect if can ignore the
flickering LED lights.
To make up for lack of usable footage I made a plan to check out an HVX 200 camera
over the Christmas break, and with it I shot these shots on my own. By using a telephoto lens I
was able to maintain a similar shallow depth of field that the Letus provides. I also made use of
many tracking shots of various types around the city that would start the film off with a rich fluid
look. Many of the shots in that opening title sequence are intentionally out of focus so that they
do not distract from the opening credits with too much detail.
The lighting in Vincent’s house was meant to have a much flatter look to it than the rest
of the film, and would not be used to make dynamic looking images. It was designed to look
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dull, just like Vincent’s house, with the exception of when scenes were lit with fire as the
motivation.
We used a few lighting tricks to achieve certain effects. In the scene where Vincent is
watching the home video he glows with blue light seemingly coming from the television. This is
actually 2000 watts of tungsten light gelled several times over with color temperature blue (CTB)
corrective gel. Since we wanted to make it seem like the power went out on Vincent, we rigged
the lighting of the practical lights, the television, the gelled light, and the alarm clock all on the
same switch in order to prevent timing errors when it all shuts off simultaneously. Just enough
light was left coming in from the window so that you could see what was going on in the scene
once lights were out.
Once the power was out in the story, any lighting inside Vincent’s house at night became
motivated by either an oil lamp or the roaring fireplace. We used a device known as a
“flickerbox” that simulates fire effects from tungsten lighting instruments that are plugged into it.
When working inside of the pawn shop the lighting demands were fairly significant. The
shop had windows all along the front side of the building. We had to shoot scenes both during
the day and at night that were all meant to look like daytime. This meant we had to break scenes
up into segments where we shot all of the shots facing the windows during the daytime, and then
once night fell, flip back around and shoot all of the reverse angles where the windows were not
visible.
In order to keep the room lit for the look of the shop during normal business hours, all
four of our Kino-Flo Foto-Flo 400 lights were spread across the interior of the pawn shop, all
equipped with 5600K color temperature bulbs so that they could work with the available
daylight. The other look for the front of the pawn shop, when Vincent is robbed, was meant to
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mimic all the lights being off. All of the light was then simulated to be coming in from the
windows that were off camera.
When working with this setup we had to figure out how to film Vincent entering the
pawn shop, noticing that the place had been robbed, checking his jewelry cases, followed by his
backroom, then back into the front room again where he would smash the radio. Originally the
plan for this involved several scenes shot from different parts of the shop. When it became clear
that we needed to make up some time we imagined this dolly shot that would cover it all in one
move. That backup plan failed as well because we lost the light from outside, and could no
longer show the windows.
The final revision to the shot is what is seen in the film now, where we start the shot
looking at the floor, showing the debris scattered around. Vincent steps into the shot as we dolly
alongside him, slowly tilting up at a pace that would allow us to become clear of the windows
and lights by the time we got to his face. After that the dolly came to a slow stop, and we panned
and tilted to follow Vincent around the shop until be busts the radio. By making this
compromise, we had to hope that the look that Vincent makes toward the back of the shop really
sells that everything back there is gone. We shot several inserts of the place in disarray, as well
as a shot of an empty safe to use as Vincent’s POV, but none of it cut together very well with the
tracking shot. I am happy with the result, and people seem to be getting the message.
In the back room of the pawn shop for the Emily phone call scene the goal was to put
Vincent in a dark looking environment that looked like he was ashamed and hiding from the
world. We used just a few small wattage lights to achieve this effect. There was a strong key
light coming from the far right that was about two stops brighter than the fill light coming from
the direct opposite side. Because this was going to be an emotional scene we did not want to risk
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losing the light in his eyes, so we put up on more heavily diffused tweenie from just off camera
pointed right into his eyes to ensure that the tears that would come would show up well on
camera.
In order to achieve strong contrast between Vincent and Emily’s worlds, the shots of
Emily that intercut with Vincent employ the use of soft key lights that keep her fairly evenly
exposed across the face and eyes. We make her seem to glow with a strong warm backlight. I
have received some feedback on the first shot of Emily concerning the lighting. Because of the
warm lights in the background, the scene appears as though it may be taking place at night. The
attire would also suggest a dinner party. I don’t get this comment often, so believe that it will
not confuse most people; however after receiving this comment I was able to use some color
correction to cool the shot down in color temperature. This may help to suggest that some of the
light is coming from a nearby window.
When it came time to shoot the scenes where Vincent is driving the truck up to and away
from the traffic light, there was far too much action taking place in this sequence to cover with
just one camera in the time we had to get everything done. I decided that using the Letus would
also add too much complication when it came to getting all of this fast moving action in focus. I
decided that we should pull the Letus off, and shoot with two bare HVX 200 cameras, and that
although we would lack a shallow depth of field look for this scene, we could benefit much more
from having the additional coverage of this action sequence from two cameras. Also, because
there is a scene break, by shooting only the shots within this scene without the Letus, it would
not be very noticeable to an audience and they would not likely be distracted by the switch.
There were a couple of other times where we had to remove the Letus, but this time it
was in order to be able to expose the image properly. We had most all of our lighting power
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hitting Rodney’s house for the scene where the truck runs over the mailbox, and then Vincent
makes his getaway. It works for the scene in the same way that the other does, in that the look is
contained within the scene.
The toy store footage was certainly not the best looking stuff that we shot. Time
constraints limited our ability to light in the back of the store. We used all of the available
overhead lights for those shots, and if you watch closely, you can see the color slowly fading
from yellow to pink and back again.
For the front of the toy store where Vincent spots the bike for Kirsten we wanted to
mimic light coming from the front windows. We had a dolly shot here that moved along side
Vincent. Because of the position of the dolly, any small lighting instrument would have created
a shadow from the dolly on the set just in front of it, so we made the lighting source a 20’ x 20’
silk stretched across the front of the store just behind the dolly, and fired two 5K tungsten units
into the silk. Because we used such a large soft lighting source very close to the subject there
were no shadow issues, and the light was strong enough to overpower the color shifting
fluorescent units.
For the lighting of Kirsten’s bedroom I used another direct reference from the film
Kramer vs. Kramer and tried to mimic what they did for Billy’s room. Our lighting motivations
are very similar, as well as the blocking and coverage of the scene.
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Editing
I used Avid Media Composer editing software to handle the editing tasks for this film. I
made a conscious effort in the use of the Avid to employ as many new physical editing
techniques that I could. I trained myself on using the keyboard rather than the mouse whenever
possible to increase my speed as an editor. I have been using Avid since 2005, and am now
teaching it to my fifth group of students at UNO. I have found the software to be most versatile
when it comes to achieving my goals as an editor.
My process began with the careful organization of all of my media in a centralized
location. To prepare myself for the editing I created a well organized bin structure that would be
conducive to working efficiently. I labeled each shot with a simple code such as “4B-1”,
meaning scene four, shot B, take one. I used the “frame” bin view to display all of my clips with
thumbnail images that accurately represented the contents of the clips. It made the work easier
because I could see my shots in the bins.
Based on my past experience, I did not bother with circling takes on set because I knew
that when I got to editing that I was going to want to watch every clip anyhow. I find it
beneficial to be able to make the decisions about which takes are the best once I am not dealing
with the stress of on-set production. I realize that this luxury may not be afforded in a real world
environment, so I will be fully prepared to keep my eyes open for the circled takes when working
professionally.
Since the move to digital filmmaking, where takes are no longer printed on film, but
stored on a hard drive, I actually don’t see much reason in picking any shots to rule out
completely. However, I can see how circled takes would function as a viable means of
communicating to an editor which takes are the favorite to the director. As an editor I have
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found all sorts of little looks and performances within takes that were never meant to go where
they actually ended up in the final cut. It is very beneficial to watch all available footage that
was shot.
As I worked through the first cut of the film, I took my time to analyze every shot and
take carefully. Taking the time to look at all of the options on the first cut I felt would save me
time by not having to go back and sift through more takes once making my first cut. This has
worked out in my favor. There have been several instances while revising the edit where I have
gone back to look for alternate performances, and I have found that in most cases I already have
made the best choice based on the available options.
I found that the beginning of the film was the most difficult to edit because the toy store
scene and the pawn shop scene, with these two scenes I had the most trouble with performances.
Once I got through those troublesome scenes, most everything else was easier to edit together.
The scene where Vincent steals the truck was difficult to edit until I put in some temporary
music. Also with the very last scene of the film it was difficult to find the right pacing. This was
because I had a lot of coverage available and usable footage from the first shoot as well as the
pickup shoot. So sifting through those options took longer than with other scenes. I think part of
the challenge of editing that scene was that I wanted to get it perfect because it is the last scene
of the film.
Sometimes when I was having trouble with a scene I would take a break to watch a film.
Since I was pulling so much from Kramer vs. Kramer, I would often watch it because of the
similarities in storytelling to Bicycle Season. By doing so I started to notice many more errors in
the editing of that film. When I took a look at how many mistakes were made that I had never
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noticed until looking for errors, it gave me confidence that some of my small errors would not
likely be noticed.
The early edits of Bicycle Season started off very loose, including every small look and
moment from the performances. This cut was about forty eight minutes. I felt this was way too
long and that it would end up being tightened significantly. Getting my first round of feedback
from my thesis committee confirmed this suspicion. I had no reservations about trimming the
film into a much shorter version.
The second cut of the film was not unlike the first in content, with the cut shortened to
thirty nine minutes. The pacing had improved drastically overall based on feedback, but it still
took a little long for the story to get going. It was in this version of the cut that through my
discussions with Robert Racine, committee member, that the story could gain a great deal of
clarification in the first half of the film by letting the audience know that Emily is not only alive,
but that Vincent wants her to come back, and that their relationship ended in turmoil.
I also got a suggestion from Henry Griffin, committee member, to try to re-arrange some
of the scenes in an order that would make for a better progression of the ideas. This was when I
moved the toy store scene from before the pawn shop scene to the lunch break that Vincent takes
while at work. This really helped make it clear that Vincent works too much because of the
juxtaposition of Cindy’s line, “That man is going to work himself to death.” followed directly by
Vincent working at the pawn shop.
One of the only cut scenes that I ended up putting back into the film once I had taken it
out was the scene where Vincent builds a fire in the living room fireplace by breaking apart a hat
rack for starter wood. At my last test screening I showed people that scene by itself after they
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had viewed the film without it, and they did enjoy the scene except for the moment when
Vincent yells at Kirsten at the end.
I experimented with the edit, and made an adjustment that was suggested by John
Hampton Overton a few weeks prior. I took out the last line where Vincent yells at Kirsten, and
allowed Kirsten to get the last word of the argument between them. This helps to enforce the
idea that Vincent is being worn down throughout the film.
I like the point that Henry Griffin makes about how if that scene was not in the film, the
cut from the power going out, to the Christmas tree all dark is “powerful”, however the cost of
cutting the scene does not outweigh the benefit in order to achieve that cut. In order to keep the
scene and not slow the pace of the film down, I cut out little moments from the scenes
surrounding that scene.
Once I was done making the adjustments, I had included one more scene in the film that
ran approximately forty seconds, and not extended the final cut by a single second more. The
audience now gets more action in the same amount of time, improving the pace of the film by
making the edit tighter where it can afford to be.
For a short time I had experimented with using a brief flashback. When Vincent is
opening the packages at the delivery truck he opens a box to discover a locket. Earlier in the
film Vincent watches a home video where he watches himself give a locket to Emily for
Christmas. As long as the person watching the film has not forgotten about that moment, then it
is clear that this locket reminds Vincent of Emily.
I was concerned that some people may not make the connection, so I intercut the close up
of Emily reacting to the locket, an image that the audience has seen once before, with the footage
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of Vincent holding the locket. This would make certain that people get it, however using this
technique is outside of the editing style of this film.
The editing in that moment calls attention to itself, and people are then reminded that
they are watching a film. I would much rather people stay in the present moment with Vincent
in this scene, and so I made the decision to not use the flashback. Much of my audience
feedback states that they did not need to see the flashback image.
The third edit of the film was where I really started to get more judicious in cutting
nonessential material. Regretfully, this was when I removed the toy store clerk all together.
The goal of the scene was to show that Vincent buys many presents for Kirsten, and pays too
much for them. This could happen easily by showing him approach the bike, notice the high
price, and then cut to the bike inside of the pawn shop. As I mentioned before in the directing
section, the performance was not strong enough to keep as part of the film.
As I neared the final cut of the film, which had gone though many rounds of feedback
and careful analysis, I knew that based on popular opinion that the film was good, but moved a
little slow. Many moments that I finally cut out as a result of these opinions had stayed in the
film as it progressed from version to version because they were not bad moments at all. I
actually found it much more difficult to spot these cut-able moments because they do not stand
out as problems.
Not many people could articulate to me precisely which moments to cut out because they
liked most of what was in the film. Henry Griffin said to me in a round of feedback on my rough
cut that he had been challenged by someone as a screenwriter to make a script upwards of twenty
pages shorter, but to not cut anything out. His point was clear, however as it related to an edit,
he would make note of the amount of minutes or seconds it would take to get from one point to
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another, and then challenge me to get the same thing done in X amount of time less than my
current version. This was beneficial because it gave me a goal to make the film shorter within
moments, and I was the one who had to make the decision of what to remove.
By pushing to find ways to pick up the pace of the film was how I was able to find so
many of the mediocre moments that did not have to be in the film. John Hampton Overton
suggested that I attempt to cut a movie trailer together for the film, and that might allow me
make better note of what were the most essential story moments. Robert Racine also had a
similar idea, where he thought that if I attempted to cut together a two minute version of the film
I could more easily spot the most important moments to keep. It was made obvious to me from
all of my thesis committee members that there were too many moments that did not move the
story forward, and that they should be removed. Although the time did not present itself to try
and cut together a trailer, or a two minute version, I immediately started taking out heavy chunks
of the film, and found that it did significantly improve the pacing of the story.
My philosophy while making the final decisions on the edit was that if I were to remove
anything that I was not completely happy with, keeping only the shining moments, or essential
moments for the story to make sense, then the leftover material that composed the film would be
a collection of really great moments. The final version of the film runs thirty-five minutes and
forty-one seconds including all opening and closing credits.
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Sound
The way that we recorded sound for this film was more complex than any production
than I have witnessed at UNO. The film would sometimes have up to five characters with
speaking lines. I worked out a system, with the equipment that we had access to, to record six
independent tracks of audio. This meant that every character could wear a lavaliere microphone,
and we would still have a channel for the boom microphone.
I devised this plan about two weeks before production when I lost my original production
sound mixer to another film that could offer him more money than I. It was difficult to find
someone to replace him, but I ended up bringing on a former UNO graduate student, Josh
Johnston, who had experience in sound mixing.
We used three Fostex-FR2 digital audio recorders for the sound recording. To control the
mix we plugged the microphones into a Behringer 12-channel mixer that routed the sound to
each of the six DAR inputs. In most of the production, only two of the recorders were used
simultaneously, and often just one, but it is an expandable system when it needed to be.
Because of my experience as a sound mixer I know that there are often many sounds that
never get recorded as they should on set because so many people are focused on the picture.
Josh and I had a solid technical and creative meeting concerning my intentions for the sound mix
of the film. I had always planned on making a 5.1 surround sound mix for the film, so I would
need as much atmospheric sound as possible to put sounds into the final mix that help to
represent the world that we were recording in. At the end of each scene Josh would always grab
the necessary room tone and wild sounds or lines that we needed, and that has helped the sound
mix tremendously.

53

The sound was recorded well, but as I listen to the different recordings, I have decided to
not use the sennheizer ME 66 or 67 microphones anymore. They tend to have a weak metallic
quality to the sound that does not sound as natural as the other microphones.
We had one day of pickup shooting where I needed the same complex sound setup, and
Charlie LaVoy was running the mixers then. In retrospect, I wish I would not have given him so
much to deal with so that he could focus on the quality of the sound he was recording rather than
the quantity of tracks available. I also did not realize that he did not have adequate training in
lavaliere placement on actors. The sound from that day is acceptable, with corrections made, but
is of inferior recording quality as it compares to what Josh was doing as a mixer.
The sound of the film is built to support the holiday season as much as possible. In many
of the scenes there are radios or other musical sources around in order to help motivate diagetic
musical sounds. In the toy store music plays over the store PA speakers and allows for an audio
transition between scenes in the store by switching from one song to another just before a cut.
Music also plays from in Wilson and Cindy’s house, the pawn shop, and at the turkey fry.
The music that is a part of the film is set in place to support the actions on screen, not to
dominate the sound mix. Because of this I am cautious about the volume of each piece of music,
particularly when it comes to music with lyrics that could compete with dialogue.
Many of my music selections are very recognizable Christmas carols, and are performed
by recognizable American artists such as Elvis Presley and Nat King Cole. Using these
recordings gives the film a traditional American feel that helps to establish the time and place of
the film. My music composer was able to use his personal connections with Sony Music
Entertainment to obtain master use and synchronization licenses for nearly every song that I had
hoped to use for the film.
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I have been able to use sound to assist in telling so much of the story. I have used several
voiceover recordings that were never in the script in order to help fill holes for the audience. An
error that I had made in the screenwriting phase was that I never set up the Emily character and
her current relation to Vincent and Kirsten. Because of this, early test screenings showed that
people often thought that Emily may actually be deceased. Additionally, many of my
performances are set up in the context that Vincent is a single father not by choice, and that he is
struggling without Emily, so the audience needs to know this.
After screening a rough cut of the film, Robert Racine pointed out that the opening
credits were very luxurious and rich in warm color, and seemed to represent Emily’s world. The
only scenes in the film where we actually see Emily in the present time are also set in warm
color. Robert suggested that it could be possible to use the opening credits as a vehicle for
exposition regarding Vincent and Emily’s relationship. I immediately got Chantal (Emily) and
Tracy (Vincent) into the sound booth and did some recording with them.
The work was short and simple for Emily. I decided that all I needed from her was a
voicemail recording that Vincent would reach over and over. The work for Vincent took several
hours to complete. We discussed the ideas that we wanted to convey with the phone calls and
the amount of time that we could spend on each one.
Again, we went to the well of Kramer vs. Kramer for reference. We took a look at the
scene where Joanna is leaving Ted Kramer, and observed closely the progression that Ted goes
through. Ted was angry at first, and belittles Joanna’s notion of leaving him. Next he made
excuses for his behavior, followed by an empty apology for his actions. Finally he is sincerely
apologetic, and brings up their child, Billy.
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We recorded three of our own voicemail messages with the intention to make a few
points clear. First, was that we wanted to be sure that the audience would understand that Emily
was not dead. Second, we wanted to imply that it was Emily that left Vincent. Third, we wanted
Vincent to come off as self-centered, helping to support the character arc he must make in the
film.
The first dialogue we hear in the film is Emily’s voicemail recording, which is simple and
typical of a voicemail, stating her name clearly followed by the common instruction to leave a
message. The first voicemail left is Vincent who seems to be frustrated with something
concerning Emily. It implies that they are in a fight of some sort. Vincent is authoritative in this
recording. The voicemails are separated by a beep. In the second one we hear Vincent is
making an apology that seems to be empty, followed by some information about how he has to
earn a living. He closes the message with a plea for Emily to call him back so they can talk. In
the final voicemail Vincent comes off as very sad, and struggling to get along without her.
In another part of the film I used a similar tactic to solve a problem that came as a result
of not being able to shoot everything that was scripted on the set. This is in relation to the
moment when Vincent discovers that the pawn shop has been burglarized. We could only imply
that all of the money and presents were missing by having Vincent look into the backroom of the
shop, and react as though he had lost everything. We could not see for ourselves, and therefore
do not guarantee that the necessary information is being communicated to the audience. The
bike being stolen is a very critical story point, so I wanted to be sure that they knew this for sure.
This scene is followed directly by a phone call scene that intercuts between Vincent and
Officer Landry. Anytime I had a phone call scene in the film I used an equalization effect to
make the voice coming from the off screen character sound as though it were being heard from a
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telephone receiver. This is simple to do by pulling out the low end frequencies of the sound and
boosting the high to mid range frequencies. I added a line for Vincent where he quickly reports
to the police the items that were stolen, including money, jewelry, and all of the presents.
The line starts on camera when Vincent looks into the back of the shop where the items
were once placed. I got lucky here because his mouth is hidden from camera when he does this,
and I was able have the line start with the full range of frequencies, and on the cut point where
we are in the police office, I added the equalization effect mentioned above.
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Technology and Workflow
One of the first technological investments I made for this film was a LaCie six terabyte
raid 5 configured hard drive. I knew that I would want to protect my work in the event of a hard
drive failure. Even with everything protected in this configuration, it is still necessary to back up
the master clips and keep them in another safe place. I also purchased a 1TB hard drive that will
be dedicated storage of all of the raw materials that were generated for the film. The core
production media in addition to all of the set media and audition footage that has gone into my
project puts it at around 800GB in size. The scope of my project was too large to fit into the
normal allotted ISIS workspace provided by UNO.
I assigned a crew member that I trusted with the technology to the role of Digital Imaging
Technician, or DIT. His sole responsibility was to be sure that all footage shot on the Panasonic
P2 cards made it safely onto the LaCie raid hard drive and that it was checked for accuracy
before returning the P2 cards to the camera department to format and re-use. We had a laptop
on set that would often live in the RV with the hard drive out of harm’s way. The Avid project
has lived on the raid so that I can access it anywhere that there is an Avid.
There were several uses of video technology that we employed as “set media” of some
type. One of the first demands for this was the home video footage that needed to play on the
television for the scene where Vincent watches it. We scheduled for this to take place one day
before principal photography, using just a skeleton crew we shot the sequences with baby
Kirsten, Emily, and Vincent in an area of the same house that is used for Vincent’s house. Tracy
Miller, the actor who plays Vincent actually shot all of the footage from a mini-dv Sony
camcorder. I would stand behind him and monitor his camera movements. This gave a real
authenticity to the way the home video looked, and it worked out very well. The footage was
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edited together by Sarah McKnight, MFA on the Avid Unity ISIS system where we could both
access the material. Because I was working on set while she as cutting the footage, I could have
a look at her work at the end of each day, and could make editorial adjustments as I saw fit.
The second set media project that needed to exist was the news that would be showing in
the film on Cindy and Wilson’s television. I shot all of the news anchor footage the day before
production started in the UNO green screen facility. I shot it in full HD in an effort to give it a
studio quality look. While we worked each day, Sarah used her insight from working in
television to create custom news graphics that looked legitimate.
The last piece of the puzzle was to shoot the news interview segments of Margaret
Jackson and Rodney Martin. I did this with my first AD on the day that the rest of the
production had off. I wanted to have it ready for the scenes where the actors would need to
interact with it. It all worked out with Sarah’s help and it helped the actor’s timing, by having
the real news footage to play off of. The alternative may have been getting the actors to look at a
green screen television while running the scene, and having someone read the lines from off
camera. Taking these technological steps during production allowed for minimal special effects
or adjustments to be made in post production.
The final video trick we employed didn’t have anything to do with editing. It was for the
scene where the man in black leather walks into the pawn shop and snoops around as the security
monitor captures his actions. We ran two cameras in real time. One camera, an HVX 200, had a
live feed being sent to the security camera monitor, which was actually the pawn shop’s
computer monitor that supported our input needs. We adjusted the color settings on the monitor
on set to give it a lower quality look one might expect from a low end security camera. The
other camera, the production camera, filmed Vincent with the monitor in the background. This
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way when the characters were interacting with each other it could happen in real time without
any special post production fixes to be made. When we shot the reverse angle of the man in
black we just pulled the camera out of the way and had him look up to the ceiling where the
camera had filmed him from.
The film was color corrected at The University of New Orleans using an Avid Nitris DX
finishing suite. The color corrections necessary were minimal. The 5.1 surround sound mix was
created using UNO’s Steinberg Nuendo 4 audio finishing suite. The film is mastered in high
quality HD in its native resolution is DVC PRO HD 720. It is available on DVD and Blu-Ray.
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Chapter 3
Additional Influences on Story
In the film Kramer vs. Kramer we observe Joanna Kramer walk out on workaholic Ted
Kramer and their son Billy. Ted goes through various stages of anger and denial before he
accepts that Joanna has left for good and now he has the responsibility to become a better father
for Billy. Ted’s love for Billy only grows through the hard times they face together. This film
has served as a good reference that helped to influence my storytelling. There is one scene in the
film where Ted finds a photograph of Joanna hidden in Billy’s dresser, and he puts it on the
bedside table in plain sight for Billy. I pay homage to this film using a very similar scene where
Vincent finds a picture of Emily under Kirsten’s pillow, and keeps it out for her. I also planted a
VHS copy of the film on the floor in the pawn shop.
From my personal life I drew much inspiration for story elements throughout, but I
should make special note of one aspect of my reality that was responsible for Vincent’s
relationship trouble with Emily. Over the past several years I feel that many of my close
relationships have suffered because I have not been around to nurture them. I have not seen
many of my close friends or family as often as I’d like, and I feel that if I do not reconnect soon,
then I risk losing them. It is a tad bit ironic that I am making a film rooted deep in broken
relationships about a man who has overworked himself and become detached. The amount of
time and energy I have spent attempting to tell this story through filmmaking has been more
taxing on my personal life than any work I have ever done.
I have also experienced a few Christmas seasons where money has been tight and things
become very stressful. Some of those feelings certainly found their way into the story.
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Thinking back to when I was first writing the script, I can recall basing Cindy and
Wilson’s house on my childhood neighbor’s house. Wilson is actually a lot like Steve Jackson,
the neighbor who lives in that house, and always has the right tool, is generally happy, and
always willing to help you out. I know that I took the name from Wilson, the helping neighbor
from the television show Home Improvement.
I know that I mentioned her earlier, but Ariel Spangler was instrumental inspiring story
ideas such as “to save Christmas”. Andrew Bryan also helped me lot in the screenwriting
process by giving me regular feedback on my writing.
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Chapter 4
Analysis
In this section I will discuss the results of my work as it was received by an audience. I
will make note of specific comments from individuals that viewed the film, and discuss some of
my feelings about the final results of the work.
The vast majority of the people that view the film have mostly positive feedback, in that
they include in their comments words like “good”, “moving”, “well structured”, “solid”,
“fantastic!”, “great”, “well done” or “strong”. Many of them make note that the performances
were strong in the film. This is important to me because in a narrative like Bicycle Season the
performances are the most critical aspect. I had always anticipated that if I could get the acting
to come together, then there would be little to really worry about. One specific piece of feedback
made reference to Falling Down, pointing out that they saw a similar progression of character. A
“normal” guy who faces heavy struggle, does something he shouldn’t, and “redeems himself” in
the end.
One person’s feedback stated very simply that they got tears in their eyes more than once
while watching the film. I have gotten this response from several other people. This is very
rewarding information to hear for several reasons. The film aims to create realistic situations
that engage the audience on an emotional level. If there are too many distractions due to
technical failures of the film production, if the story is unclear, if it seems that the performances
are not believable, or if there is an overwhelming presence of any other problem that reminds the
audience that they are watching a movie, then they become less engaged in the story and are not
as likely to feel the intended emotional impact of the story.
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Many of the other pieces of feedback gave me notes about specific things that were either
liked or disliked, however many of them seem to be in conflict with each other. For example
there was a discussion with the audience that took place about certain parts of the film, and we
got to the moment where we see all of the cash in Vincent’s safe. About half of the room, by
show of hands, was for showing the money, and the other half was not. People that were in favor
of showing the money usually thought that if we see all of that money and then we know that it is
stolen later, then it makes the situation that much worse for Vincent. For the people that were
opposed to showing the money, they thought that if Vincent has all of this money, why does he
not just use it to pay his power bill?
On this issue, I have decided to show the money on the grounds that it is more serving to
the story that Vincent hit an absolute low point where he has lost as much as possible.
Additionally, people forget to pay their power bills periodically, and it is not too much of a
stretch to believe that he will pay it, but he must first get some money from the shop to do so.
This intention is mentioned when Vincent is on the phone with the power company. This
motivates him to go to the shop to get some money in order to pay the bill, however he finds that
it is all gone.
On the issue of using or not using the flashback shot of Emily during the scene where
Vincent is opening packages at the delivery truck, as discussed in the editing section, I should
note that I have documented feedback supporting my decision to cut the flashback shot from the
film. One person states in their feedback that the locket package was “redundant” because he
“had already made the connection between the plot points”. If I could conduct another test
screening at this point, I would test it without the flashback shot so that I could then ask the
question “What was Vincent thinking about when he opened the locket?” I do anticipate that I
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have made the right decision by not using the shot. I feel that the majority of people will get the
idea without having to see the flashback, and they will not feel like they are being spoon fed
information. For those that do not make the connection, it will be their loss; however they will at
least get the idea that Vincent is not happy about this locket for some reason.
Everyone certainly has an opinion of what it is that they like or do not like about the film,
and thus I must be careful when making adjustments to the film based on that feedback. I cannot
attempt to make any film that will please everyone, it is impossible and attempting to do so
would discredit me as an artist and original storyteller. I have my own ideas of what Bicycle
Season should be and I am using the feedback given to me to see how well what it is I am
attempting to do with the film is working or not working. If I find that there is enough feedback
that indicates that I have succeeded in a certain area, then I will likely consider that area
successful. It is when I receive a large percentage of feedback on a particular issue that suggests
that something is not working the way I intended it to, that is when I go back to the drawing
board and find a way to make things work.
One example of a common piece of feedback that caused me to make significant
adjustments was that the film moved too slowly at times. Since that seemed to be the consensus,
especially on earlier cuts, I made significant efforts to improve the pacing of the film.
An example of a piece of feedback that I did not find to be common or worth considering
making changes based on, is a statement that the film should end after Wilson says “football”.
For this individual, the ending of the film did not seem to work, and that’s okay. I have enough
positive feedback about the ending of the film, as well as the rest of the film, to keep things as
they currently are.
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Chapter 5
Conclusion
If the basis of success or failure of a graduate thesis project were on the degree in which
it functioned as a learning experience for the student, then Bicycle Season has been a complete
and utter success, ten times over. I set out on this project with so many goals, many of which I
had never had even the opportunity to attempt before. I stated in my prospectus for this project
six months ago that I wanted to “push myself as a narrative, visual storyteller” and I certainly
feel that I have.
The film has become a piece of work that illustrates that I am capable of creating a film
that holds up as a believable narrative for people that watch it. The audience response to the film
indicates that people have a sincere emotional connection to the characters in the story. One way
of looking at it is that I seem to be able to make people care about imaginary people in imaginary
situations, sometimes enough to shed tears for them, and I am very pleased with myself because
of this.
I carried a lot of insecurity into this project concerning my abilities to tell a story that was
so far outside of my personal life experience. In my prior films I had directed situations that I
either experienced myself, or could easily put myself in, and it made it very easy to communicate
ideas to the actors in those films. I am currently twenty-seven years old and have never had a
child, owned a pawn shop, or been a six year old girl. I did my best to get performances from
many different types of people that I did not have much in common with. I did my best to apply
what I had learned about directing while at UNO. I found that despite my inexperience, I was
able to focus on what I wanted for this film, and could usually find a way to get it.
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Making this film allowed me to challenge myself physically. I knew that going into the
project that I would be eating, sleeping, and breathing this film for at least six months straight.
So far it has been true. It has been the busiest time of my life, and I have only reinforced my
beliefs that I was meant to do this kind of work. I have also discovered through the process that
not everyone is like me. I challenged not only myself, but many of my fellow student
filmmakers to achieve goals that they had not met before; some creative, some physical. I
believe that anyone that worked on the crew is now a better filmmaker because of the
experience.
Looking back on it now, I can conclude from the long shooting days, and sheer amount of
work that needed to go into the film, that making a film of this size should take more than eight
days. Had the time and money been available I would have made the production span over a
minimum of twelve days in order to account for possible weather problems.
It is difficult to conclude at this point if our scheduling would have worked as we had
planned because of the unusual amount of rainfall during our principal photography. It rained
most of the day for at least five of our shooting days. One of these days was so heavy that many
cast and crew vehicles received flood damage on location. Because of this experience I have
learned to try and be more aware of the potential problems that could arise, and have a backup
plan in place for when the worst happens.
Bicycle Season was the right kind of film for me to make at this point in my career, and it
has been a real milestone in my life. It has become a film that I am excited about sharing with
people. I hope that as I send it off to festivals it will be well received and lead to more
filmmaking experiences for myself and those who took part in creating it.

67

References
Filmography
Blue Velvet, prod. Fred C. Caruso, dir. David Lynch, 120 min., De Laurentiis Entertainment
Group, 1986, DVD
Falling Down, prod. Timothy Harris, dir. Joel Schumacher, 113 min., Alcor Films, 1993, DVD
Gripped, prod. Brooke Lynn Wright, dir. Kevin Thomas Hughes, 15 min., Hidden Spigot
Productions, 2009, DVD
Home Improvement, Touchtone Television, 30 min., 204 episodes 1991-1999
Kramer vs. Kramer, prod. Stanley R. Jaffe, dir. Robert Benton, 105 min., Columbia Pictures,
1979, DVD
Malicious Aim, prod. Kevin Thomas Hughes, dir. Kevin Thomas Hughes, 9 min., Hidden Spigot
Productions, 2007, DVD
Taken by Jessica, prod. Brooke Lynn Wright, dir. Kevin Thomas Hughes, 11 min., Hidden
Spigot Productions, 2009, DVD
The Boondock Saints, prod. Chris Brinker, dir. Troy Duffy, 108 min., Franchise Pictures, 1999,
DVD
The Decedent, prod. Mark Twain Williams, dir. James Roe, 12 min., Notebook Pictures, 2010,
DVD
The Fence, prod. Jeffrey J. Hartwick, dir. Kevin Thomas Hughes, 8 min., UNO Filmmakers,
2007, DVD
The Native, prod. Paul Catalanotto, dir. Jeffrey J. Hartwick, 7 min., 2007, DVD

68

The Native: History in the Making, prod. Jeffrey J. Hartwick, dir. Joshua Johnston, 18 min.,
Mephisto Productions, 2007, DVD
Welcome to Academia, prod. Sam Adelman, dir. Kirk Davis, MAP Productions, 2009

69

Bibliography
Secondary Sources
Ascher, Steven and Edward Pincus. The Filmmaker’s Handbook: A Comprehensive
Guide For The Digital Age (New York: Penguin Group, 1999).
Egri, Lajos. The Art of Dramatic Writing: It’s Basis in the Creative Interpretation of Human
Motives. New York: Simon & Schuster, 2004. Print.
Sonnenschein, David. Sound Design: the Expressive Power of Music, Voice, and Sound Effects
in Cinema. Studio City, CA: Michael Wiese Productions, 2001. Print.
Steele, Alexander, ed. Writing Movies: The Practical Guide to Creating Stellar Screenplays
(New York: Holtzbrinck Publishers, 2006).

70

Appendices
Appendix A: Shooting Script

71

72

73

74

75

76

77

78

79

80

81

82

83

84

85

86

87

88

89

90

91

92

93

94

95

96

97

98

99

100

101

102

103

104

105

106

107

Appendix B: Production Stills

108

109

110

111

112

113

114

115

116

117

118

119

120

121

Appendix C: Cinematography Notes

122

123

124

125

126

127

128

129

130

131

132

133

134

135

136

137

138

139

140

141

142

143

144

145

Appendix D: Pre-production Schedule and Meeting Notes

146

147

148

149

150

151

152

153

154

155

156

157

Appendix E: Breakdown Sheet, Call Sheet and Shot Schedule Samples

158

159

160

161

Appendix F: Camera, Sound, and Continuity Logs

162

163

164

165

166

167

168

169

170

Appendix G: Location Insurance Documents

171

172

173

Appendix H: Music Release Forms

174

175

176

177

178

179

180

Appendix I: Actor Release Forms

181

182

183

184

185

186

187

188

189

190

191

192

193

194

195

196

197

198

Appendix J: The Film (Embedded H.264 Video)
Click below to play the film, Bicycle Season. (Quicktime version 7 or later may be required for playback)

A higher quality version is available for viewing via the internet at

www.unofilm.com
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